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David Damschroder’s Harmony in Haydn and Mozart is the latest in a series of books 
concerning the harmonic practice of key figures in Western music, a supplement to his 
Thinking About Harmony: Historical Perspectives on Analysis1 and his Harmony in 
Schubert.2 Damschroder states in the Preface who his intended audience might be, and 
what he hopes they will learn from this study: “By presenting in-depth analyses of a 
carefully chosen assemblage of works by Haydn and Mozart, with emphasis on harmony, I 
offer guidance to serious listeners and performers who seek to develop fresh ways of 
thinking about this music, thereby deepening their understanding of how it is structured 
and enhancing their capacity to bring it to life in performance” (p. vii). 
 
Following this statement, the main body of this study ensues. Harmony in Haydn and 
Mozart is organized in two large sections. Part One consists of four chapters that provide a 
“methodological orientation,” examining issues of harmony, counterpoint, form, and 
mode. Part Two is made up of six chapters (in essence six separate self-contained essays) 
that discuss individual masterpieces by Haydn and Mozart, each chapter responding to 
other scholars in the field that have recently discussed these works. 
 
Throughout the book, Damschroder is remarkably even-handed in his treatment of Haydn 
and Mozart. Four chapters deal exclusively with Haydn’s music, four with Mozart’s, and 
the remaining two examine works by both composers equally. Moreover, he takes great 
care to focus mainly on the genres at which the composers excelled: Haydn is represented 
by the string quartet, keyboard sonata, piano concerto, and symphony; Mozart by the 
string quartet, string quintet, symphony, piano concerto, and opera. In each chapter, 
Damschroder makes every effort to resurrect some old warhorses and to shed new light on 
how they may have been composed. 
 
Early in Part One, it becomes evident that Damschroder’s detailed analytic method is 
intended primarily for the specialist. Chapter One demonstrates the importance of linear 
                                                                          
1 Cambridge: Cambridge University Press, 2008 
 
2 Cambridge: Cambridge University Press, 2010. 
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analysis (à la Heinrich Schenker) in Damschroder’s approach to harmony, using passages 
from Haydn and Mozart’s string quartets (including well known works such as Mozart’s 
“Haydn” Quartets and Haydn’s “Largo” and “Razor” Quartets) to illuminate his analytic 
approach. Since Damschroder is considering brief excerpts, seldom exceeding two phrases 
in length, he provides the score side-by-side with his analyses for easy comparison, which 
will prove helpful to the reader in following the author’s thought. 
 
Chapter Two considers how large-scale harmonic plans mesh with issues of form in 
Haydn’s music. Drawing upon James Hepokoski and Warren Darcy’s Elements of Sonata 
Theory,3 whose terminology he incorporates, Damschroder focuses on Haydn’s treatment 
of the two-part exposition in major-mode sonata-form movements. (This is the first of five 
chapters that focus on sonata form.) He selects twelve sonata movements written between 
1766 and ca. 1795, examining the works’ primary-theme zones, their transitions, their 
secondary-theme zones, and their closing zones. The patterns discovered in these 
fascinating keyboard works are then recommended as a jumping-off point for further 
exploration.4 
 
A third chapter counterbalances the second’s exclusive emphasis on Haydn by focusing 
entirely on Mozart, specifically his distinctive use of G minor in a half-dozen operatic arias, 
and linking his use of this key with the dramatic action. Chapter Four, revisiting some of 
the observations of Chapter Two, reconsiders the link between harmonic processes and 
large-scale form, as Damschroder examines the “happy ending” in selected sonata-rondo 
finales by Haydn and Mozart. He considers three works in D major: Haydn’s final Piano 
Concerto, Hob. XVII: 11, and Mozart’s piano concertos K. 451 and 537 (“Coronation”). 
Hepokoski and Darcy’s concept of rotation, central to their understanding of the various 
types of sonata form, gets considerable play here, as Damschroder discusses how the 
return of material generates the overall musical shape of each finale. 
                                                                          
3 Oxford: Oxford University Press, 2006. 
 
4 Cf. p. 42: “This chapter’s concentrated Schenkerian focus, which I integrate with my distinctive style of 
harmonic analysis, gives the reader the opportunity both to enhance their understanding of how that 
methodology may be applied in the context of an important element of musical form and to develop a facility 
in analyzing passages that may seem resistant to a cogent interpretation using those tools.” 
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The book’s second half, “Masterpieces,” considers six works by Haydn and Mozart that 
have been previously discussed in the scholarly literature by such luminaries as James 
Webster, Carl Schachter, Leonard Meyer, and others. These are all comparative analyses in 
which Damschroder comments on his colleagues’ analyses, pointing out both similarities 
and dissimilarities with his own readings of the works. In Chapter Five, he compares and 
contrasts his reading of the slow movement of Haydn’s “Farewell” Symphony with 
Webster’s, from Haydn’s “Farewell” Symphony and the Idea of Classical Style: Through-
Composition and Cyclic Integration in His Instrumental Music.5  Chapter Six considers 
another vast sonata-form slow movement, from Haydn’s String Quartet in G minor, Op. 20 
no. 3. Building on Robert Gjerdingen’s analysis in Music in the Galant Style,6 
Damschroder offers a detailed phrase-by-phrase examination of the movement’s harmony 
and overall form. The seventh through ninth chapters consider three late works by Mozart, 
all in genres in which he is generally viewed as excelling: string quintet, opera, and 
symphony. These chapters offer comparative analyses of the first movement of Mozart’s 
String Quintet in C major, K. 515; Donna Anna’s recitative and aria from Act One of Don 
Giovanni, K. 527; and the minuet from his Symphony No. 40 in G minor, K. 550. Finally, 
Chapter Ten once again engages Hepokoski and Darcy’s Elements of Sonata Theory, in 
addition to a Lauri Suurpӓӓ article from Music Theory Spectrum,7 in an analysis of the first 
movement of Haydn’s Symphony No. 96 in D major (“Miracle”).  
 
The two main analytical methods that Damschroder employs (in conjunction with his own 
somewhat distinctive approach to harmonic analysis) deserve some comment. The 
influence of Heinrich Schenker on the author is unmistakable and pervasive, from the very 
first musical example in Chapter One to the last in Chapter Ten. Though much of 
Schenker’s thought (for instance, the interdependence of melody and harmony, and the 
concept of hierarchy between structural and supporting harmonies) can be understood 
                                                                          
5 Cambridge: Cambridge University Press, 1991. 
 
6 Oxford and New York: Oxford University Press, 2007. 
 
7 Lauri Suurpӓӓ, “Continuous Exposition and Tonal Structure in Three Late Haydn Works,” Music Theory 
Spectrum 21 (1999), 174–99. 
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with a minimum of technical baggage, the voice-leading graphs that are a hallmark of his 
analytical thought can be daunting. Since Damschroder’s analytic approach is highly 
dependent upon Schenkerian graphs, his specific analytic points about the works under 
examination can on occasion be a bit challenging to understand.  
 
The other primary influence on Damschroder’s thought, Hepokoski and Darcy’s sonata 
theory, is a useful tool for anyone doing large-scale formal analysis, requiring a quick 
survey of their main principles and terminology before delving into some of these analyses. 
(Chapters 2, 4, 6, 7, and 10 are particularly indebted to Hepokoski and Darcy.) The 
author’s effort to reconcile these two disparate influences—in particular, how he maps his 
linear analyses onto Hepokoski and Darcy-esque formal analysis, using the discoveries 
achieved by one method to inform the observations gleaned from the other—is something 
quite new, and one of the most valuable aspects of the book. 
 
This blending of disparate methods can be observed with particular clarity in Chapter Six, 
which I will examine in detail. As noted above, this chapter, which analyzes the slow 
movement of Haydn’s String Quartet in G minor, Op. 20 no. 3, is written as a critique of 
and response to Robert Gjerdingen’s consideration of the same movement in Music in the 
Galant Style, in which Gjerdingen proposes a number of stock soprano-bass schemata as a 
foundation for early Classical harmony. Using a combination of Schenkerian analysis and 
formal analysis incorporating Hepokoski and Darcy’s methodology, Damschroder lays 
bare what he views as inconsistencies and shortcomings in Gjerdingen’s approach, and 
proposes a reading of the movement that he finds more consistent and satisfying. A large 
digression on pp. 169–71 (placed in a grey sidebar, as is Damschroder’s custom in Part Two 
of his book) outlines in detail the author’s misgivings with Gjerdingen’s reading of the 
movement’s main theme—a mere eight bars! An equally detailed consideration of the 
movement’s ten-bar transition and twenty-six-bar subordinate theme ensues, each passage 
thoughtfully considered with a combination of Schenkerian analysis and Hepokoski/Darcy 
formal analysis, and with reference to Gjerdingen’s schemata whenever appropriate. 
Damschroder proceeds similarly with a detailed examination of the work’s development 
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(bars 44–88) and recapitulation (bars 89–113), once again with large digressions outlining 
differences between his readings of these passages with Gjerdingen’s. 
 
Though all of this quibbling over details may seem excessive, and perhaps more suited to 
an analytical round table at a conference on Haydn’s music than in a book intended for 
wider consideration, Damschroder’s close reading makes clear that such details matter as 
one shapes an interpretation of the work. His points of disagreement with Gjerdingen are 
couched in polite terms: a final digression on pp. 181–82 makes his admiration of 
Gjerdingen’s analytic method apparent. Their differing readings of this work, 
Damschroder concludes, represents an effort on the part of both authors to make sense of 
this wondrous music. This collegial tone is much in evidence in the other chapters of Part 
Two as well: Damschroder is building upon work by people whose opinions he 
fundamentally respects, and this respectful (if sometimes dissenting) dialogue with the 
earlier authors’ points permeates each of the essays presented in Chapters Five through 
Ten. 
 
Since this book requires considerable familiarity both with Hepokoski and Darcy’s sonata 
theory and with Schenkerian analysis, as well as a willingness to wrestle with 
Damschroder’s sometimes-idiosyncratic terminology,8 I expect that it will not find a wide 
audience. However, the exhaustive manner in which the author examines each 
composition, coupled with his clear and lively prose (lavishly illustrated with score 
excerpts and voice-leading graphs, all beautifully and clearly typeset), is guaranteed to 
provide insights to anyone with the patience to examine and re-examine carefully his 
detailed analyses (with score on hand, preferably, for Chapters Two through Ten).  
 
One might wonder where Damschroder will proceed from here. He suggests that other 
volumes may follow this one: perhaps a book on harmony in Bach or Beethoven may be in 
the offing? All in all, this book is a valuable addition to the ever-growing literature on 
Haydn and Mozart, challenging us to reconsider our preconceptions about Classical 
                                                                          
8 To give a specific example, I see no advantage of Damschroder’s “dominant-emulating supertonic” (page 41) 
over the more familiar term, V of V. 
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harmony and form, and to admire the richness and variety with which both Haydn and 
Mozart used the harmonic language of their time. 
 
